






　Raymond Chandlerの初の長編 The Big Sleep （1939）が映画化される際の
有名なエピソードに，映画監督の Howard Hawksがプロット上で分からな
い箇所──スターンウッド家の運転手を殺したのは誰なのか──について

















The Big Sleep （1939），Henry James の “The Real Thing” （1892），F. Scott 


























































William Faulknerや Virginia Woolfによる複数の断片的な語りや意識の流れ
といった統一的な語りから逸脱する手法にみるように，そうした超越的な
場所に対する根源的な異議申し立てが立て続けになされていった3。 James























1.　Raymond Chandlerの The Big Sleepにおける探偵
（1）　「事件の真相」との関わり方






あくまでも真相を欲する依頼人の代理としてである ── “I was 
everything the well-dressed private detective ought to be.　I was calling on 











ように述べる ── “‘A nice state of affairs when a man has to indulge his vic-
es by proxy,’ he said dryly. ‘You are looking at a very dull survival of a rather 



























































いられる ── “I caught her under her arms and she went rubber-legged on 








るが，そのカーメンの裸に対して極めて冷静に行動する ── “I looked her 
over without either embarrassment or ruttishness. As a naked girl she was not 































　　‘Hold me close, you beast,’ she said.
　　I put my arms around her loosely at first. Her hair had a harsh feeling 
against my face. I tightened my arms and lifted her up. I brought her face slow-
ly up to my face. Her eyelids were flickering rapidly, like moth wings.














2.　Henry Jamesの “The Real Thing”における画家
（1）　外にいる画家に対する告発
　Chandlerの作品で探偵というモチーフを通して展開された場所の問題


























表現されたものを好むと述べている ── “Combined with this was another 
perversity ─ an innate preference for the represented subject over the real 
one” （James 38）.　加えて画家は，世界に「在る」ものには重きを置いて
いないとも述べる ── “I like things that appeared ;  then one was sure. 




「ほんもの」の紳士淑女からかけ離れた何でもない存在，“a meagre little 






“Her usual appearance was like a curtain which she could draw up at request 




































である。Simone Francescato, Collecting and Appreciating :  Henry James and the 










てもらいたいと思っていることを知り，次のように述べる。── “I was 














悲しみは夫人へと伝わり，彼女はいきなり泣き始める。── “Her husband 
sat down beside her, holding one of her hands ; whereupon she quickly dried 




























 9　  Slavoj Žižekは，こうした「在るもの」への偏愛が（特に後期の）James作品
の特徴であるとし，それを James独自の “materialism”として論じている。














う行為に集中することができなくなってしまう── “When it came over 
me, the latent eloquence of what they were doing, I confess that my drawing 
was blurred for a moment̶a picture swam” （James 57）. 皮肉なことに，そ
のぼやけた絵こそは，世界の外から描いていた絵を突き崩す，世界に中に
在る「リアルのもの」との対峙を極めて巧みに表現している。
3.　F. Scott Fitzgeraldの The Great Gatsbyにおける語り手
（1）　“within and without” という場所の感覚
　世界の外ではなく，世界の中に在ること。モダニズム文学の「探偵」と










外から語る存在であるが，同時に，“I found myself on Gatsby’s side, and 






Yet high over the city our line of yellow windows must have contributed their 
share of human secrecy to the casual watcher in the darkening streets, and I 
was him too, looking up and wondering.　I was within and without, simultane-




















て物語を語り始める冒頭，ニックは次のように述べる ── “I wanted no 












“─ and I said ‘God knows what you’ve been doing, everything you’ve been 
doing.　You may fool me but you can’t fool God !”
　　Standing behind him Michaelis saw with a shock that he was looking at 
the eyes of Doctor T. J. Eckleburg which had just emerged pale and enormous 
from the dissolving night.


















erything for which I have scorn” （Fitzgerald 6） を体現しているような人間で
しかなかった。しかし，ジョーダン・ベイカーからギャツビーのデイジー
に対する思いの強さを知ることになったニックは，そのギャツビーへの思
いを新たにすることになる── “He came alive to me, delivered suddenly 


















His heart beat faster and faster as Daisy’s white face came up to his own.　He 
knew that when he kissed this girl, and forever wed his unutterable visions to 
her perishable breath, his mind would never romp again like the mind of God.　
So he waited, listening for a moment longer to the tuning fork that had been 
struck upon a star.　Then he kissed her.　At his lips’ touch she blossomed for 
him like a flower and the incarnation was complete. （Fitzgerald 117）
ここで決定的に重要なのは，この身体的な接触が，ギャツビーから「神の













とは，John T. Irwin, Scott Fitzgerald’s Fiction :“An Almost Theatrical Innocence”
を参照。



















る ── “I’m not saying they often overlook anything when they’re allowed to 
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Being in the World : Detective, Painter, Narrator 




　　The purpose of this paper is to explore a topological sense of “being in the 
world” in modernist literature by a critical reading on three works─ Raymond 
Chandler’s The Big Sleep （1939）, Henry James’s “The Real Thing” （1892） and 
F. Scott Fitzgerald’s The Great Gatsby （1925） ─ with a special attention to 
their respective motifs of detective, painter, and narrator.　Traditionally, detec-
tive, painter, and narrator tend to be regarded as an embodiment of the objec-
tive point of view to present the true vision of the world, as if they were stand-
ing outside that same world.　The three works, however, depict the three 
motifs in a very different way.　While seeing the world from an external stand-
point, they are directly involved in the same world as well.　As a result, the 
works call into question the traditional process of presenting “the truth” only 
from the external standpoint.　Instead of this kind of truth, what Henry 
James’s work calls a “real thing” emerges in the three works, through which 
the detective, painter, and narrator are all forced to place themselves in the 
world. 
